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Lorraine Brannigan, Shannon Flaherty, Emma Hogan, Jack Nyhan, 

Martina McDonald, Siobhan Mooney, Niamh Moriarty and Ruth Clinton

Give up the Ghost

'…the present is indefinite… the future has no reality 

other than as a present hope, the past has no reality 

other than as a present memory'. (Borges, J.L., 1961, 

Tlön, Uqbar, Orbis Tertius.)

Give up the Ghost incorporates new and reconfigured 

work, writing and research by Lorraine Brannigan, 

Shannon Flaherty, Emma Hogan, Jack Nyhan, 

Martina McDonald, Siobhán Mooney, Niamh Moriarty 

and Ruth Clinton. The exhibition is informed by a 

variety of conjectures on the nature of time. The 

selected work is realised through a variety of media 

and addresses the idea of progression by placing 

emphasis on temporality, precarity, nostalgia and 

impermanence.

In Give up the Ghost, sculptural works emulate 

advancing vegetation alongside protuberances of 

polyurethane foam, next to performative photographic 

collage. Other photographic assemblages connect the 

Brussels Metro and the Burren in a still life-like-

montage, and text pieces reflect on photography and the 

aesthetics of decline. Elsewhere, hand-made eagles are 

flung off a cliff in the reenactment of a recent 

conservation effort, while a series of paintings refer to 

lost photographs and discarded family albums. 

The exhibition is a unique pedagogical component of 

the Pallas Projects Intern Programme, in which 

participants are able to test and utilise real world 

development in their particular area be it as an art-

maker, writer, curator or co-ordinator.

Pallas Projects/Studios is a not-for-profit, artist–run 

initiative, active for fifteen years in Dublin’s city centre. 

Pallas Projects continues to collaborate with peers to 

engage and develop current Irish contemporary art, 

through a commitment to solo projects by Irish and 

international artists, alongside occasional thematic 

group exhibitions, and initiated exchanges 

with artists’ groups around Ireland and abroad.

Listings Information: 
Preview: 6pm – 9pm Wednesday 18th January 2012

Dates: 19th – 28th January 2012

Venue: Pallas Projects – 23 Lower Dominick Street, Dublin 1

Days: Thursday – Saturday, 12 – 6pm

www.pallasprojects.org | info@pallasprojects.org

Kindly supported through funding from The Arts Council and

Dublin City Council
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New, 2012
Digital still image

Siobhán Mooney
Departure series, 2008–11

Photographs

Jack Nyhan
There’s Nothing to Fear but Nothing Itself, 2012
Text on A4 page

Lorraine Brannigan

Nature’s Claim, 2012
Polyurethane foam, vegetation, nails

Emma Hogan
Blue Boy, 2011  

Oil on Canvas Board, 12.5x17.5cm

Jason and Me I, 2011 

Oil and Acrylic on Gesso Board, 15x20cm

Family I, 2011  
Oil on Canvas Board, 12.5x17.5cm

Wedding, 2011 
Oil on Canvas Board, 25.4x20.3cm

Woman In Office, 2011
Oil on Gesso Board, 15x20cm

Jason and Me II, 2011

Oil on Gesso Board, 15x20cm

Campfire, 2011  

Oil on Gesso Board, 20x25cm
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Martina McDonald
Wanderer, 2011

Digital projected still image

Niamh Moriarty and Ruth Clinton 
Poison Eagle Sacrifice, 2011
Digtial video

Martina McDonald

Beginnings, 2012
Photo–collage

Martina McDonald is a visual artist whose performative 
practice involves working across diverse media including video, 
photography, sculpture and sound. She graduated with a B.A. 

Hons. Fine Art Sculpture, from NCAD in 2009. McDonald co-
directed and co-curated ARTISIT?|Dublin 2011 and is a 

founding member of Ormond Studios, an artist initiated studio 
and gallery space, located in Dublin City Centre.

Shannon Flaherty is an art historian specializing in 
contemporary art with an interest in issues of identity, gender, 

sexuality, memory, and space. She recently completed a 
Master's in Irish Art History at Trinity College, writing on lesbian 
identity in contemporary Irish art.

Jack Nyhan is a Dublin-based writer and collaborator with an 

interest in contemporary ruins, alternative spaces and futurism. 
He studied Art History and Philosophy at University College 
Dublin. He is a Post-Graduate of the MA course Art in the 

Contemporary World at the National College of Art and Design.

Emma Hogan is a recent graduate with a BA(Hons) in Fine Art 
from DIT. She is currently undergoing a year long residency 
with Talbot Gallery and Studios, having won their second 

annual Most Promising Graduate Award. She has exhbited in 
galleries such as KT Contemporary and Monstertruck Gallery. 

Her work is informed by personal photographs and DIY 
photography.

Lorraine Brannigan is a visual artist based in Dublin. Her work 
is a continuous study of urban and rural modernity through the 

medium of photography, collage, and conceptual sculptural 
processes. She graduated from Limerick School of Art And 
Design in 2010 BA honours in Fine Art Sculpture and combined 

media.

Siobhán Mooney studied Art History in UCC. Since graduating 
she has focused on photography, dealing mainly with ideas of 
isolation, impermanence and exploration.

Niamh Moriarty and Ruth Clinton are NCAD fine art graduates 

whose film and performance work is concerned with 
fanaticism, survival and the stubbornness of human life. The 
pair work collaboratively under the name 'Lorn Cat Minority'. 

They believe in the power of fervent art-making to portray a 
collective sense of foreboding at a time of radical change.
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the audience, those roles have become increasingly 

collaborative and the lines between them blurred. 

Susan Sontag wrote that “In modern society, a 

discontent with reality expresses itself forcefully and 

most hauntingly by the longing to reproduce this one.”3 

What photographs offer, then, is not only a chance to 

capture our fleeting reality, but to choose which images 

– objects, items, views, events, people, moments – 

define that reality. In selecting, editing, publishing, and 

engaging with these documents of a selective reality, we 

engage in the construction of memory.

Investigating the potency of memory inherent in 

imagery, the works in this exhibition offer us a chance to 

experience memories not our own, through the 

examination, appropriation, and recreation of events, 

images, and thoughts. In doing so, they reveal not only 

the quixotic character of the photograph but also the 

transience of ownership and illusory nature of truth. 

Memory, we declare, is less what you have done and 

experienced than what you claim as yourself. 

1 Susan Sontag, Regarding the Pain of Others 

(New York: Picador, 2003), 81

2 Susan Sontag, On Photography (New York, Picador, 1977), 53

3 Susan Sontag, On Photography, 80

Shannon Flaherty

Scenes of ourselves

Photographs objectify: they turn an event or a person 

into something that can be possessed. And 

photographs are a species of alchemy, for all that 

they are prizes as a transparent account of reality.

(Susan Sontag, Regarding the Pain of Others) 1

It’s photo-sharing, reinvented. 

(instagr.am)

Offering possession, photographs promise an 

understanding, a memory, a declaration of truth. 

Photographs of loved ones allow us to possess a part of 

them, tangible evidence of memories lived and told, 

physical embodiments of moments of time declared and 

fixed. They act a touchstone for defining experience, 

whether as a reminder of personal history or, in a more 

photojournalistic sense, an instrument for defining 

events lived by others. We expect from photographs a 

certain telling of truth even as we are aware of all the 

ways they may deceive us. New technologies allow for 

not only unprecedented manipulation of the 

photographic image, but also for new ways of using 

images as a mechanism for communication and 

memory creation. 

Photographs have a deceptively indexical quality; they 

inspire an assumption of representation, of truth, a 

connection to objects, tableaus, moments captured on 

film or screen. However, the photographic process has, 

since its inception, been used to manipulate, reimagine, 

and alter the resultant images. Whether through light 

and chemicals in the darkroom, the digital tools of 

Photoshop, or with the touch of a finger on an instagram 

app, images are transformed beyond the record of the 

lens. 

Awareness of the choices made in producing an image – 

composition and staging, lighting and effect, even the 

choice of one image among many – does little to 

decrease the iconographic value of photographs. 

Though they may only present a fraction or a skewed 

representation of actual events, photographs come to 

represent the truth in that they are one of the primary 

mechanisms through which those events are 

experienced and understood by outsiders. As primary 

source documents, they are subject to fictionalisation 

and interpretation even as they, in their making, rely on 

tangible physical objects and actions. Created through 

the mediation of increasingly automated and user-

friendly machines, photographs seem to “owe their 

existence to a loose cooperation (quasi-magical, quasi-

accidental) between photographer and subject,” and 

their interpretation to the dialogue, purposeful or not, 

between creator and viewer. 2

Photography has, since the democratisation of the 

process with hand-held cameras, allowed us to 

document our own daily pasts, but new social 

networking technologies give the opportunity to archive 

it in a public way. Based on dialogue, feedback, and 

reproduction, applications like instagram and projects 

like daily lifestyle blogs make communal that which is 

personal. The minutiae of everyday life, presented in 

stylized, filtered ways, forms the basis for a collective 

discussion. Lifestyle blogs, which may include projects 

like daily outfit posts, d.i.y. tutorials, recipes, and 

shopping suggestions, allow individuals to brand – and 

sell – themselves as a product. Purporting to present 

reality – real people, living their real lives – they 

nonetheless rely on editing to reproduce a authenticity 

that is as much stylized and aspiration as it is familiar 

and intimate. 

Social networking sites like Pinterest, tumblr, and 

instagram, as well as sites dedicated to the discovery 

and sharing of found images and objects, allow for a 

communal possession of imagery. These sites, which 

frequently rely less on ownership than on sharing – 

entries can be liked, shared, repined, reblogged, with 

one click – permit and, in fact, promulgate a certain 

passive participation in which content is claimed not 

only by the original photographers or subjects, but also 

by those who discover the images, those who find them 

to be beautiful, funny, moving, or true. Beyond 

interacting with the original propagators of images – 

through comments and ‘likes’ – we are able to claim 

their images as part of our own pantheon, reblogging 

and repining, acting as public curators of our own 

inspirations. While before, the publishing and sharing of 

photographs was done not only on a smaller scale but 

dependent upon a delineation between the author and 


